Wenders's appreciation of the blues is perhaps most succinctly expressed in the words quoted in the blurb for his music documentary The Soul of a Man: 'These songs meant the world to me. I felt there was more truth in them than in any book I had read about 1 For the general history of the
America, or in any film I had ever seen' (Wenders 2003) . Similarly, but much earlier (1970) , thus indicating the depth of Wenders's loyalty to this music and the later rock and roll derived from it, we find: 'Music from America is more and more replacing the sensuality that the films have lost: the merging of blues and rock and country music has produced something that can no longer be experienced only with the ears, but which is visible, and forms images, in space and time' (Wenders 2001, 56) . This combination of music, images, sensuality and (from the previous quote) truth about the United States will re-emerge forcefully in the consideration below of Wenders's work with Ry Cooder.
For now it remains only to add the redemptive role Wenders gives in 1988 to rock music in his account of growing up in early post-Second world war Germany:
'Rock'n'roll rescued a whole generation from loneliness and … helped it to realize its creative potential' (Wenders 2001, 309) .
2 His dream was 'to put music on the screen' (248), while filmmaking was a substitute for not being able to 'play saxophone and drums and guitar all at once' and rock music was free from any associations with Nazism (Dawson 1976, 11-12) .
3 Ry Cooder's relationship with the blues is just as formative: he listened to it as well as folk music as a child in a home where both were associated with left politics, and first learnt guitar by listening to records of this music. 4 He has a finely tuned and often technical understanding and admiration for the music and many of its exponents, and his own first recordings in 1965 were collaborations with other musicians, Taj Mahal particularly, and were essentially combinations of folk rock with electric blues, but were not at the time thought good enough for release (see Rising Sons 1992) . He greatly admired Robert Johnson, the blues man whose legend is most closely associated with the crossroads, 5 and one of his later film scores was for Walter Hill's movie Crossroads 2 See also his earlier prose poem-cum-meditation 'The American Dream' (Wenders 2001, 123-154, especially 132-3) , written in 1983-4 at the same time he was working on Paris, Texas, towards the end of his seven-year sojourn in the United States. 3 It is worth noting here that Sam Shepard, the American playwright Wenders picked as the main scriptwriter for Paris, Texas, only turned to writing after realizing he would never be a rock star, although he had his own band in the 1960s and wrote a kind of eyewitness chronicle to Bob Dylan's 'Rolling Thunder Revue' tour of 1975 . See Rose (2002 and Rosen (2004, 15-16) . 4 For accounts of Cooder's life and career, see Tobler & Grundy (1984) and Metting (2001) . A selection of original tunes Cooder listened to and later reworked or covered is Catfish 2002. 5 Johnson's brief tempestuous life (he died in 1938 at twenty-six, apparently poisoned by a jealous husband) took in alcoholism, womanising, wandering around the Mississippi Delta, just two recording sessions (including a 'Crossroads Blues'), and the much vaunted story of a pact with the devil whom Johnson supposedly met at a lonely crossroads at midnight where he traded his soul for a unique and, for (1986), a not altogether successful homage to Robert Johnson. 6 As Cooder expanded his repertoire on the slide guitar he had first picked up with the blues and country music, he added to the mix such disparate elements as gospel singing, Caribbean and Hawaiian guitar, African and Indian string instruments, Tex-Mex instrumental combinations, and increasingly under his son Joachim's guidance, percussion from all over the developing world. 7 A practical politics can be derived from Cooder's methods for achieving this increased musical fusion.
While Cooder has made the occasional foray into overt political content, 8 the keys to the process lie in his attitude to the different music and musicians he uses and plays with.
He approaches making music as a craftsman who wants to improve by learning from others how to do what he does not know or understand, and from history how the same or different things were done in the past (see Fishell 1980, 74, and Scherman 1985, 39 he learnt or heard alone if he felt that he could not play it properly or it was so unique it could not be imitated or improved (Fishell 1980, 60 and Fleder 1971, 3 and 6) . At the practical level, then, Cooder learnt an ethic of sharing what you knew with those who some, still mysterious talent. See Greenberg (1994) , Guralnick (1998) , Marcus (1997 ), Obrecht (1993 and Scherman (1991) . 6 Cooder himself did not like the script but was determined to make the best of the experience of working with Walter Hill, a director he admired. See Scherman (1985) and Forte (1988) . Both these items are interviews with comments by the interviewer. For a dismissive view of the film, see Marcus (1997, 186, note) . 7 See Cooder albums such as Into the Purple Valley (1971 ), Chicken Skin Music (1976 ), Get Rhythm (1987 , A Meeting by the River (1993) and Talking Timbuktu (1994) . For Cooder's own comments on the blues and other musical influences and inspirations, see, in addition to the interviews already mentioned, Fleder (1971 ), Fishell (1980 ), Santoro (1986 , Lyseight (1994 ), Miller (1996 and Williamson (1999 Scherman (1991, 36-7 and 40-41) .
were effectively apprentices, as well as a sense of aesthetic decorum and an acceptance of his own limitations.
In later years he learnt not only to seek out the major exponents of different styles of playing on his chosen instruments (to guitar Cooder added first banjo and then mandolin), but also how to find musicians he could play with, if only as part of the backing ensemble. Thus, he went into the Tex-Mex 'barrios' of San Antonio, Texas, finding out about and looking for particular players recommended to him. He would then spend hours just observing and listening before asking whether he might play along or whether they might like to come and play with him (Fishell 1980, 80 and 84) . 10 With
Hawaiian musicians (one of whom, Gabby Pahinui, was one of his two 'musical beacons' [Scherman 1985, 39] ), 11 he would listen and discipline himself to adapt to their style while on stage (Fishell 1980, 86) . Similarly, after being commissioned to produce an album with Malian guitarist Ali Farka Touré (it would become Talking Timbuktu), he persuaded the CD company executives to abandon the idea of a backing band to let Touré's music be heard more for itself, casting himself as 'good accompanist'. On the promotional tour he did not want to be introduced as part of a double bill: 'I'm just happy to get up on stage to back him up' (Lyseight 1994, 32-3 (Wenders 2001, 265) . In addition, much of the film's weight is carried by the psychological and social trajectory of its protagonist, Travis, as a kind of modern
Odysseus (see Irwin 1991, 99) who journeys from hermetic muteness to an ability to think and talk at length, a rebirth into society symbolised by his quest to recover two
G r e g o r y
At consequently, where he hopes to build a home and reunite his family (Wenders 2001, 265) to the view that the screen Paris, Texas has 'no mimetic relationship to an actual place in either Europe or America ' (van Oostrum 1994, 17) . Travis is also a crossroads himself, being the first son of a Texan father (his surname, Henderson, emphasises this role which is such a problem for him) and a Spanish-speaking, perhaps Mexican, (Kolker & Beicken 1993, 122) , the following description of the music for it is understandable: 'The "subject" of Ry Cooder's highly distinctive score is synonymous with the subject of the film -the plight of the individual imagination in a world of pastiche -modern America' (Lack 1997, 231 It's a journey in this guy's mind and everything else derives from that. Especially that he doesn't talk much. So for me the basic question was, so if he doesn't talk much, does he hear anything? Converting that silence into sound, into melody, this is what the score is. So you take the basic theme and develop it, and each time it's a little more, a little different, and the slightest little nuance is going to push it this way or that. (quoted in Lack [1993, 231] . See also Metting [2003, 102]) And the reason Cooder could feel his way so accurately into the film's narrative is that the music he composed and played is an intimate part of his own journey. For, although the vision of Cooder standing with a guitar and playing to the moving images encourages the inference that he is improvising, the fact is that the slide guitar music is a series of variations on a tune he had previously agreed on with Wenders. 16 What is more, it is one Cooder had first covered or adapted for himself over ten years earlier. and Hunter join them to watch Walt's Super-8 record of the holiday by the sea they all went on with Jane when Hunter was only three. It is watching this that brings about the beginnings of the rapprochement between father and son that will eventually send them off in search of Jane. This music is, then, associated not with Travis alone but with the family he created with Jane and Hunter and his successful period as husband and father, 17 Wenders sees the music as all but 'coming out of the landscapes' (in Drieckmann 1984-5, 5) , an approach suggested by most who comment on the moodiness of the guitar music, seeing it largely as background to Travis's travels. See Kadish (1986, 117) , Irwin (1991, 96) , Miller (1996, 35) , Silberman (1995, 216) and Smith (1995, 36 As different as Buena Vista Social Club is from Paris, Texas as a film, it too will deal with the desire for an impossible utopia and the need to create some kind of reality that will fill the gap. Its apparent success in doing so has been such that a recent book on Latin/o American music could begin its preface as follows:
As the twentieth century drew to a close, a small band of elderly Cuban musicians, known collectively as the Buena Vista Social Club, was playing to sold-out concert halls throughout the world, selling hundreds of thousands of compact discs, and starring, with Ry Cooder, in an awardwinning documentary by Wim Wenders. They reminded us, not for the first time, that the irresistible rhythms of traditional Cuban dance musics continue to excite audiences everywhere. (Fernández 2006, vii) Similarly, the blurb for the video and DVD release of The End of Violence, a 1996
Wenders thriller for which he also contributed music, has Cooder not only as the co-star in Buena Vista but also as composer of its music (see Wenders 1996) . It is the taking of often mistaken opinion and publicity hype such as this for accepted fact, together with and money to the vain endeavour to overturn the socialist revolution in the country whose music they are filching.
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The most obvious point Buena Vista Social Club's accusers have to answer is why, if there was any suspicion of the film being counterrevolutionary in any way, the Cuban government, normally acutely sensitive in such matters, has not joined in the chorus of voices denouncing it. The answer to this is simple: the Wenders/Cooder project dovetailed neatly into the political and economic requirements of the so-called special period, when the collapse of the Soviet Union and its satellites had deprived Cuba of the main market place for its goods and of its primary political allies. To compensate for this loss, the government (reluctantly, in some quarters) encouraged tourism and investment from the west (excluding the US, of course, at least directly) and allowed some inevitable 'dollar-ization' of the economy, while attempting to control completely any political fallout from the process. When Wenders and Cooder came along to make the film in 1998, this enterprise was producing a dance music industry the government saw as going too far in catering to tourists' more depraved tastes. The chance to back a 21 Its infrequent if sometimes redundant appearance hardly merits the following aggressive comment on the 'Theremin-like, surreal sounds made by Cooder's guitar, which appropriately signal his intrusion as the musical alien from outer space' (Perna 2002, 225) . It is not untypical, however, of the emotional reactions aroused by the film. 22 See the condensed account of Cuban responses to the film in Maya (2002, 193-196) . The two most readily available and detailed negative critiques of the film are probably Hernández (2002) and de la Campa (2003) . 23 Hence the reaction of the friend who all but left the cinema in disgust mentioned in Melis (2000, 153) . As she goes on to clarify, this was not her own opinion (155-6).
project that promoted the far more acceptable dance music of the traditional son was seen as part of a need to dampen down the potentially dangerous fires being lit by the increasingly unhealthy relationship between sex and money in many tourist nightspots.
In other words, far from being an exercise in cultural imperialism, Buena Vista Social Club actually played a part in the revolutionary government's campaign against potentially dissident elements among its own country's youth. 25 Maya (2002, 184-192) shows that, contrary to the propaganda about the film that stated or implied that most of the musicians had been plucked from obscurity, many of the Cubans involved in the project had been working as regularly as they had wanted. Most of those interviewed in the film also say that they have a lot to thank the revolution for. See also the participants' own words in W. & D. Wenders (2000) . Cooder is particularly grateful for Marcos González's location of Ferrer in Williamson (1999, 21) .
just before the CD's release to get himself off the album except as producer, precisely to ensure the Cubans got their full recognition (Williamson, 1999, 21) . It is usually (but not always) hard to hear him when he plays as just one more accompanist 26 and often difficult to pick him out onstage (Wenders complained that he 'always tried to disappear so much when the camera appeared' that in the concerts he is in the 'back row') (Falcon 1999, 25) . While this is an exaggeration, Cooder is never up front but always only among the band (exactly as he appears in the group photo in front of Carnegie Hall).
Capturing the band's collective ethos, Cooder underlines the 'feeling of brotherhood' among the Cuban musicians, while both Wenders and Cooder emphasise that it was the music, the musicians and their lives that were the reason for making the film at all, and the trumpeter Manuel Mirabel Vázquez believed that it was thanks to Buena Vista Social Club (the project, that is, not Wenders and Cooder as individuals) that they would all be so well remembered.
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We can begin our look at the film itself by noting that the only scenes in which Cooder does get star status (along with his son) is in the shots of their motorbike and sidecar moving through the streets of Havana on the way to either the recording studio or wherever Wenders is filming the Cubans' lives outside their music. In other words, these shots are simply there as structural links in the narrative of the Cubans at home, at work or at play in Havana; they support those who really are the stars and allow
Wenders to show the place where they clearly enjoy living (none gives the impression of wanting to be anywhere else, not even when they are being thrilled by New York). In fact, Wenders had wanted to end the movie in Havana because of this sense that this was where they all belonged and because they were 'dedicated socialists' (Falcon 1999, 26 Moreover, Wenders's understanding of the Cubans' sense of home reinforces his own appreciation of the dramatic interplay between home, travelling and return (Wenders 2001, 315-6) . But most tellingly, we have the evidence provided by Paris, Texas. We first see Travis's brother Walt, the character most attracted by the allure of consumerist fantasies, talking on a then state-of-the-art cordless telephone in front of a skyscraper.
Suddenly the skyscraper starts to move, as though built on quicksand or suddenly succumbing to earthquake or terrorist attack, but we see instead that it is one of Walt's billboard ads being manipulated into position. In the words of one of the critics who usefully refract the film through the prism of Baudrillard's provocative early essays on simulacra, 'simulation replaces identity and marks its absence' (Watt 1987, 76 But this is only possible because film itself allows Wenders and Cooder to realise their dreams. Wenders discovered early in his career that 'refusing to explain things was right and that you could explain them well enough by just showing them' (Dawson 1976, 10) .
He later expanded on this saying that he wanted to make films that allowed the viewer 'to put [them] together in his own way' so that 'they can exist in the imagination of each member of the audience': 'I try not to do too much finger-wagging and just leave the things there, so that you're free to see something or not, just as you are in life' (Wenders 2001, 311) . While realising that such a sensual openness is a kind of utopia, for
Wenders it must exist to make filmmaking worthwhile at all (347). In the case of Buena Vista Social Club, it is the resulting lack of explicit endorsement of any overt prorevolution propagandist message that, I suspect, many commentators have mistaken as conservative or quietist complicity with the ideology of an economic imperialism that has sought to exploit the film for its own ends. Wenders has opted to run this risk in his urge to serve both the subjects and the audiences of his films by deliberately leaving both as free as cinema allows. Persuasion through the montage of carefully filmed images is not the same as wilfully attempted manipulation for promotional purposes.
Similarly, Cooder regards his work as a maker of film scores as 'a kind of service' (Metting 2001, 16) which he sees as 'much closer to being the music Ry Cooder likes to make than the Ry Cooder you think you're listening to on Ry Cooder records' because his soundtracks are free from the tyranny of the pop or rock music industry (Scherman 1985, 40) . 31 Once again, Cooder suggests that he can most fully be himself when he is lending his skills and craft to another's vision. It is precisely Wenders and Cooder's practice of creative collaboration as joint participation in a collective enterprise that brings us back to the notion of crossroads with which we began. For a crossroads is where the self and the other can meet but where each self must recognise that it is the other if that meeting is to be fully realised. 
Paris, Texas

